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ISUAL EXPRESSION IN ARCHITECTURE 



AnapaKT 

OaiaHxijyfii/i ce Ha craBOBe no3Haior 
yivieTHMMKor Kpi/iTi/mapa Xep6epia 
PMfla [Herbert Read), no KOMe 
pea/i i/i3aivi, Mflea/roaivi w 
eKcnpecM0HM3aivi rn/icy noce6m/i 
npaBUM y yivieTHOCTM, Befi 
npeflaaB/bajy aa/we ocHOBHe 
Mi/im/iOL|e y cbi/im yivieTHOCTMivia, y 
obom pafly ce pa3MaTpa MoryfiHoa 
noaojafea e/ieivieHTapHMx 
QBapa/iaMKi/ix onpefle/befoa u y 
apxi/iTeKTypi/i. 

riojia3eFiM ofl ochobhi/ix BMflOBa 
onawafoa w npeflcraBJbafoa CBeia oko 
Hac, nyieivi KOMnapaTMBHe aHa/ii/Be w 
npwiviepa M3 flpymx o6/iacm, 
i/i3/io>KeHa je Te3a fla 6m a/jeKBaiaH 
naHflaH Pmaobmm ochobhmm 
Mi/im/iOMi/iivia y yivieTHOCTi/i - peauu3My 



udea/iu3My u ei<cnpecuoHU3My, y 
apxi/ueKTypi/i 6mjim nojMOBi/i MUMe3uca 
(MUMUKpuje), acouiujamueHocmu u 
eKcnpecuje. y 3aBi/icH0CTi/i ofl 

APyiUTBeHO-nO^MTMMKMX, KyjrrypHO- 
1/ICTOpi/ljCKI/IX l/l APyrMX OKOJ1HOCTI/I, 

HeKi/i oa obmx MMHM^aqa c BpeivieHa Ha 

Bpeivie M3/ia3e Ha noBpwi/my m 3aorpHyTM Mi/i/beoM 

BpeivieHa, jaB/bajy ce y HeKOM hobom mia ciapoivi o6jimkv, 

Koji/i Moweivio npeno3HaTM Kao yivieTHi/iMKi/i npaBaq mia 

am 

K/byHHe penu: Bi/i3ye/iHi/i M3pa3, MMMe3MC, Mi/iMi/iKpi/ija, 
acoMMjaTMBHOCT, eKcnpecMja. 



Abstract 

Relaying on standpoints of the renowned art 
critic Herbert Read, according to which realism, 
idealism and expressionism are not separate art 
movements, but represent permanent basic factors 
in all arts, this paper considers the possibility of 
existance of elementary creative orientation in 
architecture as well. 

Starting from basic aspects of perception and 
representation of the world around us, and 
through a comparative analysis and examples 
from other fields, a thesis is presented according to 
which notions of mimesis (mimicry), associativity 
and expression in architecture are adequate 
counterparts to Read's basic factors of art - realism, 
idealism and expressionism. Depending on socio- 
political, cultural and historical, as well as other 
circumstances, from time to time some of these 
factors come to the surface, wrapped up in time, 
and emerge in some new or old form which we can 
recognize as an art movement or style. 



YBOfl 

AHajii/i3i/ipajyfii/i TOKOBe i/ifleja u 
cti/ijicki/ix npaBaqa y apxi/ueKTypi/i, 
Moweivio npi/iivieTi/iTi/i fla cy ce tokom 
i/iCTopi/ije MHore nojaBe noHaBJba/ie, y 
Bi/iiue i/i jim iviatoe M3ivieH>eH0M o6jimkv. 
floBpeivieHO cy Ha CBeT flo/ia3Mjie HOBe 
Mfleje, ca pa3/iMMMTMM MoryfiHOcmivia 
KpeaqMje apxMTeKTOHCKMx o6/iMKa m 
caflpwaja, a/iM cy ce HajMewfie racM/ie 
joiu Ha caMOM noMeTKy, jep HMcy Mome 
flyro fla er3MCTMpajy y CTBopeHMM 
yc/iOBMivia, Tj. HMcy 6M/ie npMMepeHe 
aKTye^HOM BpeivieHy m npodopy 

(01.1). 

flewaBajio ce fla HeKe oa Mfleja 6yfly 
npMXBatieHe iiJMpe m fla ycnejy fla ce 
pa3BMjy y hobm, mmct m 3HaMajaH 
apxMTeKTOHCKM npaBaq.TaKBM 

CTBapa/iaMKM TOKOBM, rOTOBO HMOTKyfl 

HacTajy, 6p30 ce pa3BMjajy, 
flo>KMBn>aBajy KpaiaK BpxyHaij 
nocToja^a, a 33tmivi ce flyro m 
nodeneHO race (roTOBO HMKafl y 
nomyHOCTM). fbMxoB HadaHaK m 
jiaraHO rawefce npeianajy ce y 
„cmbmjio" napa/ie/iHMx tokob3. y BefiMHM oiynajeBa nojaBa 
apxMTeKTOHCKMx TOKOBa Be3aHa je3a npejioivme MdopMjcKe 

MOMeHTe, y KOjMMa flOJia3M flO KOpeHMTMX flpyiUTBeHMX, 

eKOHOMCKMx m flpyrMx npoivieHa. LJmkjimmhoct obmx TeHfleHMMja je 
flaBHO npMMetieHa m civiaipa ce fla OHe HacTajy y oflcyTHMM m 
kpmtmmhmm TpeHyijMivia pa3Boja apxMTeKType m yivieTHOCTM, Kafla cy 
ca3pe/iM vcjiobm fla ce fle^MHMwe hobo ocefia^e CBeia m fla ce 
yo6/iMMM (|)opivia (TpufiyHoeufi, 1969). 



Key words: visual expression, mimesis, mimicry, 
associativity, expression. 
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Cn.1. 

Pa3Boj m npeK/ianahbe crmioBa y 
apxiiTeKTypu 

Fig. 1. 

Evolution and overlaying of styles in 
architecture 

Hqhcik, M. „Osnovne tendencije u istorijskoj 
arhitekturi". ARD Review (Beoipad) 6p.30 
(2004),cmp.3l 




Tjopfie A^(|)npeBn!i/Ay31/2011/cTpaHa3-15/BM3yejiHnn3pa3yapxnTeKTypM 

Ako 6mcmo noKywa/ii/i fla CBefleivio 6poj apxi/rreKTOHCKi/ix 
TeHfleHMMja Ha HeKOJii/iKO ochobhi/ix, momm 6mcmo fla 
pa3Jii/iKyjeivio Tpi/i e/ieivieHTapHe rpyne: a) i/mBeHTi/iBHy 
(KpeaTMBMCTMMKy); 6) npanviaTi/NHy (paMi/iOHa/iHy); b) TpaflM- 
L|i/iOHa/ii/iCTi/mKy (ncTopn 141/iCTi/iM Ky) apxi/ueKTypy [IJeHKC, 1986). 

CpeflMHOM 20. b., Xep6epT Pi/ia, yMCTH i/im ki/i Kpi/rri/map, i/i3Heo je 
Te3y fla je yivieTHOCT „i/i3pa3 oceRahba nojeAi/mi/ix cra^a 
i/iHTyi/iqi/ije, nepMenqi/ije i/ijii/i eiviOMi/ije nojeAi/iHija" (Pud, 1957). y 
fla/beivi TeKay, noKywaReivio fla ycnoaaBi/iivio pe/iaui/ijy i/i3Mel)y 
Pi/iflOBi/ix TBpfl^M 0 noaojafcy ejieMeHTapHMx CTBapa/iaMKi/ix 
m i/i h i/ijici 143 y yivieTHOCTi/i - pecuiu3Ma, udea/iu3Ma u encnpe- 

CU0HU3MQ, l/l OCHOBHMXapXMTeKTOHCKMXTeHfleHMMja, C MI/IJbeM fla 

yKa>Keivio Ha eBeHTya/iHO noaoja^e e/ieivieHTapHi/ix CTBapa- 
jiaMKi/ix onpeAe/be^a 1/1 y apxi/ueKTypi/i, Koje Reivio paflHO 
Ha3Ban/i; Mui\/ie3uc, acouiujamueHOcm u encnpecuja. 

MMMKPMJA-M/MfZ/5 

Mi/iMi/iKpi/ija (rp. mimikos - noApawaBatoe) npeAcraB/ba aa/iHy 
i/ijii/i npMBpeivieHy cjii/nhoct no o6/ii/iKy, 6oji/i 1/1 flpymivi cno/bHi/iivi 
oco6i/maivia HeKi/ix e/ieivieHaTa ca okojii/ihom y Kojoj ce Ha/ia3e, 
yc/iefl Mera mx je TeiuKO pa3/ii/iK0BaTi/i, i/iaKO i/i3Met}y ce6e Heiviajy 
Hi/iKaKBe flpyre Be3e ceivi cno/bHi/ix cjii/nhocti/i. Heao je 
noi/iaoBeRi/iBafoe Tepivii/iHa Mi/iMi/iKpi/ije 1/1 Mi/iivie3i/ica, i/iaKO cy 
ohm nopefl cji i/im HOCTi/i y 3HaMeH>y cyiuTi/iHCKi/i pa3/ii/iMi/iTi/i. nojaivi 
Mi/iMi/iKpi/ije je y ynoTpe6i/i Kafla ce roBopi/i 0 noflpa^aBa^y y 
npi/ipofli/i, Tj. i/iMi/iTi/ipafcy Bi/i3ye/iHi/ix 1/1 flpymx KapaKTepi/idi/iKa 
>ki/i bi/ix 61/ifia Mel)y co6om, aok je nojaivi Mi/iMe3i/ica Bi/iiue fleo 
yivieTHi/iMKe TepMi/mojion/ije 1/1 npeAcraB/ba noApawaBa^e y 

LUMpeM CMI/ICJiy. 

MuMMKpnja y npiipoflii 

Mi/iMi/iKpi/ija Hi/ije CBojaBeHa caivio /byAi/iivia, BeR ce jaB/ba 1/1 y 
61/1/bHOM 1/1 >ki/iboti/ih>ckom CBeiy, Kao jeflaH ofl ochobhi/ix 
npi/iHL[i/ina 3aiuTi/iTe 1/1 caMOOApwafoa y npi/ipoAi/i. OncTaHaK 
CBaKe Bpcre 3a bi/ici/i ofl CTeneHa npi/marol)eHOCTi/i yaiOBi/iivia 
OKO/ii/iHe, 61/uio fla je y ni/iTaH>y 3aiuTi/iTa ofl rpa6/bi/iBaMa, i/mi/i 
noApawaBatoe c 141/ijbeM flo/ia>KeH>a flo jiaKwer n/ieHa. 
floApawaBafoe je MOBeKy ypoI)eHO ofl AeTi/iH>CTBa. Ha Taj Ham/m 
oh en/me npBa ca3Han>a 0 okojii/ihi/i Kojoj ce npi/marofjaBa. llojaBa 
npi/marofjaBafoa okojii/ihi/i jaB/ba ce 1/1 koa /byAi/i 1/1 no3Haia je y 
nci/ixojion/iji/i Kao UHmpojeKuiuja (y>Ki/iB/baBaH>e), ujto 
noflpa3yivieBa npoqec yHOLue^a o6jeKTa y cy6jeKTi/iBHi/i Kpyr 
i/iHTepecoBaHxi (iynz, 2003). 0 obom 4>eHOMeHy ni/icao je 1/1 Haiu 
no3Hai"i/i reorpa(|) Job3h LlBMjnfi, noivii/iH>yRi/i MopcuiHyMUMUKpujy 
1/1 pajuHCKe oco6uHe, Koje ce jaB/bajy y c/iyMajeBMivia Kafla ce 
Hapofl Koji/i je nopo6/beH, noi/iaoBeRyje ca ocBajaneivi. 

MiiMe3iic y yMeTHoaii 

Buuie mpe6ay3UMamu oho uimo Huje mzyhe, cijiu je eepoeomno, 
Heeouu oho uimo je Moeyfie, cijiu HeeepoeamHO (Apucmomeu). 

Mi/iMe3i/ic je jeflaH ofl Hajaapi/iji/ix aHTi/NKi/ix npi/iHiji/ina Ha kom 
noMMBa oflHOC yivieTHi/iKa 1/1 H>eroBor Ae/ia npeivia CTBapHOCTi/i. 
fle/io He npeflcraB/ba Konwjy HeKor MOAe/ia, 6/iefl o6pwc i/iAeje, 



BeR to ujto npeflcraB/ba Kafl noHaB/ba i/ijii/i onoHawa Hi/ije o6jeKT, 
Hero apTe(|)aKT mia 61/iRe (|)i/iKMi/ije (KoK/ieH, 2005). 

nojieivii/iKa 0 TOMe fla jii/i, i/mi/i He, yivieTHOCT Tpe6a poncKi/i fla 
noflpa>KaBa npi/ipoAy (lljiaTOH), 1/1, aKO BeR noflpa>KaBa fla jii/i 
Tpe6a fla npeo6pa3i/i KOHKpeTaH jii/ik, CTBapajyRi/i i/iAea/ii/i30BaH 
Ti/in i/i/ii/i napaflMriviy (Api/iaoTe/i), Koja HaAi/ma3i/i CTBapHoa, 
npoB/iaMi/i ce y i/ictom i/ijii/i cjii/nhom o6/ii/iKy CBe flo BpeivieHa 
MOflepHM3Ma, Kafla 61/iBa 0fl6aMeHa ca npBi/iM aBaHrapflHi/iivi 
eKcnepi/iivieHTi/iivia. Ofl caivior noneTKa yivieTHi/iMKor CTBapa/iaiuTBa 
na flo flaHac, nocTojao je Hi/13 yivieTHi/NKi/ix npaBaqa Koji/i cy 
npeTnoaaBJba/ii/i Mi/iMe3i/ic Kao ochobhi/i n pi/i h 141/1 n CTBapa- 
jiaiuTBa: pe/iM3aM, HaTypa/ii/i3aivi, i/iivinpeci/iOHi/i3aivi, xi/mep- 
pea^M3aMMflp. 

CyiuTi/iHa CBaKor noKpeTa Koji/i ce 6a3Mpa Ha Mi/iMe3i/icy je y 
Te>KH5i/i 3a Aoai/i3aH>eM CTBapa/iaMKor MAea^a, Koji/i nocTojM 
i/i3pa>KeH y CBojoj caBpiueHoj nojaBHOCTi/i jeAi/mo joiu y npi/ipoAi/i. 
3aTO Be/ii/iKi/i MajcTopi/i MMMe3e nonyT MMKe/iaHt)e/ia 
(Michelangelo), JleoHapAa (Leonardo do Vinci) m fli/ipepa (Albrecht 
Durer), Hi/icy iemn\/\ Koni/ipaH>y nojaBHor, BeR cy ycneBa/iM f\a 
yAaxHy >kmbot CBoji/iM BM3Mjaivia, m/iivie je h>mxobo CTBapa/iaiuTBO 
ycneBa^o f\a Aoceme OKBi/ipe caBpiueHCTBa. Ako nociviaTpaivio 
npwpoAy Kao OTe/iOTBopeHi/i MAea^, i/maK nocTojM i/i3BecHa A03a 
pe/iaTi/iBi/iTeTa y jbyACKOM ona^a^y Koja je pa3/ii/mi/iTa koa CBaKe 
i/iHAi/iBi/iAye, Te ce nocTaB/ba nMTa^e cbpcmcxoahoctm MMMe- 
Ti/iMKor ( pea/i i/icti/imh or) M3pa3a. 

Muivie3iic y apxuTeKTypu 

flpaea apxumeKmypa je yeeK pefi/ieKC npocmopa. Be3 o63upa wd 
je HQcmano, ohq je mama mo da je maivio odyeeK (Anew 
Bodonueeii). 

C 0631/ipoivi Aa apxi/rreKTypa, 3a pa3/ii/iKy oa ocTa^Mx yivieTHOCTi/i, 
Mivia MHoro BeRw CTeneH orpaHMMe^a, yc^OBA>eHa je MecHMM m 
BpeivieHCKi/iM (|)aKTopMivia, nocTaBA>a ce nMTa^e Aa jii/i je yoniuTe 
MoryRe OABoji/iTi/i ce oa Mi/iivie3i/ica A jep o6jeKaT Mopa A3 6yAe 
npM^aro^eH noTpe6aivia Kopi/iCHi/iKa A3 6m ce yoniuTe Morao 
Ha3B3Ti/i apxMTeKTypoivi. Qora Moweivio KOHCTaTOBaTi/i A3 je 
MMMe3Mc(HajiuMpecxBaReHo)ycyiuTMHMCBaKorapxMTeKTOHCKor 
Ae/ia, caivio je nMTa^e iui/ipi/iHe fceroBorTyiviaMefca. 

Ohoi" TpeHyTKa KaAa ce 3rpaAa no3i/i 141/iOH 1/1 pa Ha OApet)eHO 
MecTO, McnoLUTyjy peryjiaqiije m flpym ji 0 Ka 14 1/1 0 h 1/1 yaiOBi/i 
(Mi/iivie3i/ic y Lui/ipeM CMMC^y), OTBapa ce MoryRHOCT 3a npwivieHy 
Mi/iivie3i/ica y y>Keivi CMMC^y, Kao 1/1 acoL|i/ijaTi/iBHOCTi/i m eKcnpecwje, 
Koji/i ce omeAajy y apxi/iTeKTOHi/iMHOCTi/i ocHOBa m c|)acafla 
(„n^acTMKe A, M MaTepnja/iM3aMMje). 

3a pa3/ii/iKy oa oniuTe yivieTHOCTi/i, nojaivi Mi/iivie3i/ica y apxw- 
TeKTypi/i ce wi/ipoKO TyiviaMi/i. Mo>Keivio i/i3ABoji/iTi/i Tpi/i ocHOBHe 
KaTeropMje Mi/iivieTi/iMHOCTi/i; 

1. MiiMUKpuja o6jeKTa npeflCTaB/ba KonMpanbe e/ieivieHaTa 
HeKor CTi/i/ia m\/\ KOivin/ieTHMx apxi/iTeKTOHCKi/ix o6/ii/iKa M3 
HenocpeAHe m\/\ lunpe OKOJii/me. 

2. MiiMUKpuja OKO/iMHe noflpa3yivieBa Bi/i3ye/iH0 
cjeflMfcefce mia „HecTaja^be ,, y npi/ipoflHOivi mia BeiuTaMKOM 
OKpy>Kefcy - npi/mqi/m deMamepujajiu3auiuje (%panuD, 2008). 



Tjopfie A/i(|)npeBnfi/Ay31/2011/apaHa 3-15/Bn3ye/iHi/i M3pa3yapxnTeKTypn 



INTRODUCTION 

Analyzing flaws in ideas and stylistic tendencies in architecture, it 
may be noticed that many phenomena have been repeated in the 
course of history in a more or less altered form. New ideas have 
occasionally emerged with different possibilities for creating 
architectural forms and contents, but they would very often 
vanish at the very beginning, because they could not exist long- 
term in given circumstances, i.e. they were not appropriate to that 
particular time and space (Fig. 1). 
Certain ideas have been more widely accepted and have managed 
to develop into a new, pure and important architectural direction. 
Such creative tendencies usually emerge out of nowhere, develop 
quickly, experience their short culmination and then gradually 
fade away over a long period (but almost never completely). Their 
appearance and gradual extinction blend into a "grayness" of 
parallel tendencies. In most cases, the emergence of architectural 
tendencies is related to historical turning-points in which radical 
social, economic and other changes take place.The cyclic character 
of these tendencies has long been observed and considered to 
have emerged in crucial and critical moments of the development 
of architecture and art, when the conditions were ripe for defining 
a new perception of the world and for establishing new forms 
(Trifunovic, 1969). 

If one tried to reduce the number of architectural tendencies to 
only several basic ones, it would be possible to distinguish three 
different elementary groups: a) inventive (creative); b) pragmatic 
(rational); and c) traditionalistic (historical) architecture (Jencks, 
1986). 

In the mid-20th century, Herbert Read, an art critic, introduced 
the thesis that art Is an expression of feelings of the certain 
states of an individual's intuition, perception or emotion" (Read, 
1957). In the following text, we will attempt to make a relation- 
ship between Read's assertions about the existence of elemen- 
tary creative factors in art - realism, idealism and expressionism 
and the main architectural tendencies, with the aim of also indi- 
cating the possible existence of elementary creative orientations 
in architecture, which herein we will call: mimesis, associativity 
and expression. 



MIMICRY -MIMESIS 

Mimicry (Greek mimikos - mimicking) represents a permanent or 
temporary similarity of elements in shape, color or other external 
properties with their surrounding, making it difficult to 
distinguish between them, although there is no other connection, 
except for these external similarities. The terms mimicry and 
mimesis are often equated, although apart from their similarity in 
meaning they are essentially different. The term mimicry is used 
when talking about mimicking in nature, i.e. species that are 
mimicking visual or other characteristics of each other, while the 
term mimesis is related more to art terminology and represents 
mimicking in a wider sense. 

Mimicry in nature 

Mimicry is not characteristic of people only, but it is found in flora 
and fauna as one of the main principles of protection and self- 
preservation in nature. The survival of the species depends on the 
degree of their adaptation to the surroundings; whether they are 
protecting themselves against vultures, or using mimicry for 
capturing their food more easily. Mimicking is a natural trait of 
human beings from their childhood. In this way, they acquire 
their first knowledge about the surroundings to which they are 
trying to adapt. The phenomenon of people trying to adapt to 
their surroundings is known in psychology as introjection, 
meaning the process of drawing objects into our subjective circle 
of interest (Jung, 2003). Our famous geographer Jovan Cvijic also 
wrote about this phenomenon, mentioning moral mimicry and 
subservient mentality (rajinski mentality), which occur when 
enslaved people equate themselves with their conqueror. 

Mimesis in art 

Something that is impossible, but probable, is more desirable than 
something that is possible, but improbable (Aristotel). 

Mimesis is one of the oldest antique principles, on which rests the 
relation of artists and their work towards reality. Artwork is not a 
copy of some model, a pale shadow of an idea, and what it 
represents when it repeats or mimics is not an object but an 
artifact or a fictional being (Cauquelin, 2005). 




MiiMeTiiMHa Kyfia, Feevaghmore (fl. CmBeHc) 

Fig.02. 

Mimetic house, Feevaghmore (D. Stevens) 
^H^^^^^H^^BH^^^^^^^I http://en. urbarama. com/project/mimetic-house 



Cji.03. 

„3aMarjbeHa"3rpafla, je3epo Neuchatel (fliinep 

M CKO(|)MAMO) 

Fir.03. 

Blur building, Lake Neuchatel (Diller & Scofidio) 

http://rebQrcollective.wordpress.com/2009/10/ 

3. Tpat)eibe y flyxy Meaa je ochobhi/i npi/i h 141/1 n KOHTeKoy- 
ajii/i3Ma, Kao HajBuiuer Hi/iBoa Mi/iivie3e. 

ripi/iiviepi/i Koni/ipaH>a e/ieivieHaTa HeKor di/i/ia i/mi/i e/ieivieHaTa 1/13 
OKpywefoa Mecn/i cy y npaKCi/i. K/iaci/maH npi/iiviep Mi/iMe3i/ica 
jaB/ba ce koa rpMKi/ix xpaMOBa koa Koji/ix cy o6jii/imi/i npBo6i/iTHi/ix 
xpaMOBa npeBofjeHi/i 1/13 APBeTa y KaMem/i MaTepi/ijaji, y3 
noApawaBa^e cti/ijicki/ix KapaKTepi/idi/iKa. y Acwawtoe Bpeivie 
3aaynaH>e OBaKBor aaBa CBe ivia^e i/iMa onpaBAa^e, ceM y 
c/iyMajeBMMa KaAa je HeonxoAHO f\a ce ojana Lie/iOBi/iTOCT HeKe 
npodopHe i/i/ii/i aM6i/ijem"ajiHe Me/ii/me, m to aKO i/iMa i/i3y3eTHy 
apxi/ueKTOHCKy, Ky/iTypHy i/ijii/i HeKy Apyry BpeAHOCT. yBoRefeeM 
hobi/ix cti/ijicki/ix KapaKTepi/idi/iKa y Betioj iviepi/i y HeKi/i 
3aLUTMfieHM aiN/i6njeHT, yiviahbyje ce 3HaMaj n BpeflHOCT opiiri/iHa^a. 

flpyn/i bi/ia MMMeTMMHOCTM jaB/ba ce koa o6jeKaia Koji/i cy bi/i- 
3ye/iHO Kaiviy(()jiupaHM 1/1 npi/iBi/iAHO Heciajy y OKpywe^y (oi. 2). 
ripMMei-byje ce y oiyMajeBi/iivia KaAa ce 1/13 OApefjeinor pa3/iora 
(KanauMTeT, HeoAroBapajyfii/i nporpaMCKi/i caApwaji/i 1/1 cji.), He 
Mowe ycnocTaBi/iTi/i flnja/ior ca OKpywefoeM. y tom c/iynajy 
Kopi/iCTi/i ce „i/my3i/ija" AeiviaTepi/ijajii/i3aMi/ije, Tj. Bi/i3ye/iH0 
HeyTpa^Mcafce BO/iyivieHa. 

JeAaH oa no3HaTi/ix npi/iiviepa AeiviaTepi/ijajii/i3aMi/ije je hobi/i, 
peKOHCTpywcaHM Aeo JlyBpa ca caflp>Kajnivia Koji/i cy caKpi/iBem/i 
ncnofl My3ejcKor n/iaToa 1/1 ca r/iaBHi/iM npi/iaynoivi Kpo3 
npo3paMHy, aaKjieHy ni/ipaivii/iAy, Koja He oivieia Bi/i3ype Ka 
3aujTMfieH0M OKpywefoy. Koa naBi/i/bOHa Blur Building, Koji/i je 
npeABi/ifjeH 3a CBeKKy i/i3Jio>K6y Swiss Expo 2002. 1/1 i/i3BeAeH Ha 
je3epy y WBajqapcKoj, c|)opMa npi/iBi/iAHO Heaaje y o6/iaKy 
BOAeHe nape, Koja ce BeurraMKi/i (|)opivii/ipa oko (|)acafle o6jeKTa 
(cji.3). 

KoHTeKCTya/ii/i3aM y apxi/ueKTypi/i je ct3B koa Kora ce y npBi/i n/iaH 
i/iCTi/me TO/iepaHTaH oahoc npeivia OKpywe^y („Ayxy Meaa"), 1/13 
Kora ce qpne moti/ibi/i m Tpa>Ki/i i/mcni/ipaMi/ija 3a CTBapa/iaMKO 
Ae/iOBa^e y npodopy. OBaj npi/icryn i/iMa Hajwi/ipe TyiviaMefoe 
nojivia Mi/iMe3i/ic, m/iivie ce y Be/ii/iKoj Mepi/i npi/i6/ii/i>KaBa nojiviy 
acoL|i/ijaTi/iBHor. 



Cn.04. 

Kyfia Ha BOflonafly, Mill Run (0. Jl. PajT) 

Fig.04. 

Fallingwater house, Mill Run (F. L. Wright) 

http://aaschorsch. com/_ae/0 1_ 
curriculum/06_3DDesign/3DDesign_Home.htm 

OcTBapefoa apxi/ueKaie 0. Jl. PajTa (F. L Wright), no3HaTor no 
MCTaHMaHOM ocetiajy 3a cyiun/iHy HenocpeAHor w wi/iper 
OKpywe^a, npeAcraBJbajy OA/ii/iMHe npi/iiviepe OBaKBor Kpea- 
Ti/iBHor Bi/it)eH>a. nonyT fle/ia Be/ii/iKi/ix Majdopa Mi/iMe3i/ica 
(JleoHapAa m Mi/iKejiaHt)ejia), PajTOBa Kyfia Ha BOAonaAy (oi. 4) 
He noApa>KaBa am peKTHO OKpywetoe oko ce6e, Befi KopecnoHAi/ipa 
ca AyxoM npi/ipoAe. (Dopivia o6jeKTa ce KacKaAHO npoB/iam/i Kpo3 
ujyiviy, eBoqi/ipajytii/i npi/iKa3 OKaivietoeHe BOAe Koja „TeMe" Hi/13 
CTeHe. 

COUMJATMBHOCT 

AcoMi/ijaqi/ija (jiai - Be3a, yApywe^e, 6paKTBo) 

AcoMi/ijaqi/ija mi/icjii/i je i/i3a3i/iBaH>e mi/icjii/i 0 jeAHOM npeflivieTy 
yoieA noMMfca^a i/ijii/i noAcefiafoa Ha flpyri/i, Koji/i je ca 
npeTxoAHMM 61/10 y HeKoj Be3i/i, o6i/nho no cjii/nhocti/i i/wi/i 

pa3Jll/IMI/IT0CTI/l. 

AcouwjaTMBHOCT y nciixo/iomjii 

Acoqi/ijaMMje ce, Kao cneMi/i(|)i/NaH bi/ia ecTeKKor onawafoa w 
OAJiyHi/iBaH>a, Mory ja bi/iti/i Ha Bi/iwe KBa/11/iTan/iBHO p33/i 1/1 m i/iti/ix 
Ham/ma. y 3aBi/iCH0CTi/i oa Aywi/iHe Tpaja^a AO>Ki/iB/baja m f\ybme 
Komi/iTi/iBHe aHa/ii/Be, nocToje Tpi/i MOAyca ecreTCKor onawafoa, 
Tj. Hi/iBoa aHa/ii/Be Bi/i3ye/iHi/ix, nojMOBHi/ix m ap. i/m^opMaqi/ija, 
Koja i/iiviajy yMeiutia y npoqecy acoqi/ipafoa {OetbeHoeuH, 1997). 

X hmbo - noApa3yivieBa npoijec nojMOBHe m 06/11/iKOBHe 
CMivin^M(|)MKauMje, i/iHci/icri/ipafoe Ha flo6poj <|>opMM, Hama- 
luaBafcy pi/™a, ci/iivieTpi/iji/i m 3ji3thom npeceKy. OcHOBHa Mfleja 
OBor HaMi/iHa o6paAe jeaexapMOHi/ija u CK/iaA (oiyAa m c^oboX). 
Kothi/iti/ibhi/i npoqecM Ha Koji/iivia ce 3acHMBa OBaj hmbo 
acoMMjaTMBHOCTM, y ochobm cy jeAHOCTaBHMjM i/i 6p>m/i y OAHOcy 
Hanpeoda^a ABa. 

P hmbo - noApa3yivieBa npi/miji/m KMRe^a - peAyHAaHqe, Tj. 
noHOB/beHi/ix MH(|)opiviaMMja, Kao w o6orafieHje AeTan>Mivia w 



The controversy over whether or not the art should mimic nature 
(Plato), and, if it does mimic it, whether it should transform a 
concrete figure, thus creating an idealized type or paradigm 
(Aristotle) which surpasses the reality, was waged in the same or 
similar form until Modernism, when it was rejected with the first 
avant-garde experiments. Since the very beginning of artistic 
creativity until today, there have been many art movements 
which have assumed the mimesis as a basic principle of creativity: 
realism, naturalism, impressionism, hyperrealism, etc. 

The essence of any movement based on mimesis is in the 
aspiration to achieve a creative ideal which exists expressed in its 
perfect manifestation so far only in nature. That is why great 
masters of mimesis like Michelangelo, Leonardo da Vinci and 
Albrecht Durer did not aspire to copy the phenomenon, but 
managed to breathe life into their visions, whereby succeeding to 
reach perfection in their creativity. If nature is observed as an 
embodied ideal, there is still a dose of relativity in human 
perception that is different for every individual, thus raising the 
question of the expediency of mimetic (realistic) expression. 

Mimesis in architecture 

True architecture is always a reflection of space. Regardless of when it was 
created, it is as if it had always been there [Ales Vodopivec). 

Considering the fact that in architecture compared to other arts, 
the degree of limitation, which is conditioned by factors of time 
and place is greater, the question arises as to whether it is at all 
possible to depart from mimesis, because the structure must be 
adjusted to the needs of the beneficiaries in order to be called 
architecture in the first place. Therefore, it can be concluded that 
mimesis (understood in its widest sense) is in the essence of each 
architectural creation; it is only a question of how widely it is 
interpreted. 

Only when a structure is positioned in a certain place, and when 
the regulations are met together with the other location 
conditions (mimesis in its wider sense), there is a possibility of 
applying mimesis in its narrower sense, as well as associativity 
and expression, which are reflected in the layout and elevation 
("plastics"and materialization). 

Compared to art in general, the notion of mimesis in architecture 
is widely interpreted. Three main categories of mimetism can be 
singled out as follows: 

1. Mimicry of structures means copying elements of a 
certain style or complete architectural shapes from 
immediate surroundings or a wider surrounding area. 

2. Mimicry of surroundings implies a visual unity with or the 
"disappearance" in the natural or artificial surroundings - 
principle of dematerialization (Carapic, 2008). 

3. Development in the "spirit of the place" (genius loci) is 
the main principle of contextualism, as the highest level of 
mimesis. 



Tjopfie A/i(|)npeBnfi/Ay31/2011/apaHa 3-15/Bn3ye/iHi/i M3pa3yapxnTeKTypn 

Examples of copying elements of a certain style or elements from 
the surroundings are often found in practice. A typical example of 
mimesis is found in Greek temples where original forms of 
temples have been translated from the wooden into stone 
materials by mimicking the stylistic features. Today, advocating 
such an attitude is less justified, except in cases when it is 
necessary to strengthen the wholeness of a spatial or ambience 
entity, and only if it has an exceptional architectural, cultural or 
some other value. By introducing new stylistic features to a 
greater extent in some protected ambience, the importance and 
value of the original is diminished. 

Another form of mimetism occurs with objects that are visually 
camouflaged and seemingly blend into the surroundings (Fig.2). 
It is applied in cases when, out of certain reasons (capacity, 
inappropriate program contents, etc.) it may not be possible to 
establish a dialogue with the surroundings. In such a case, the 
"illusion" of dematerialization, i.e. visual neutralization of volume, 
is employed. 

One of the well-known examples of dematerialization is the new, 
reconstructed part of the Louvre Museum with facilities hidden 
beneath the museum plateau and the main access through a 
transparent, glass pyramid which does not disturb the view of the 
protected surroundings. In the exhibition pavilion "Blur Building", 
which was built for the world exhibition Swiss Expo 2002 on a lake 
in Switzerland, the form seemingly disappears in a cloud of steam 
artificially created around the building's facade (Fig.3). 

Contextualism in architecture is a viewpoint where tolerant 
relationship to the surroundings ("spirit of place") is brought to 
the fore, from where the motives and inspiration are drawn and 
sought after for creative action in the space. This approach 
involves the widest interpretation of the notion of mimesis, thus 
getting close to the notion of the associative. 

Achievements of architect F.L.Wright, known by his refined 
feeling for the essence of both the immediate surroundings and 
the wider surrounding area, provide an excellent example of such 
creative perception. Like the works of the great masters of 
mimesis (Leonardo da Vinci and Michelangelo) Wright's house on 
the waterfall (Fig.4) does not mimic its immediate surroundings, 
but corresponds with the spirit of nature. The form of the house 
cascades through the forest evoking an image of stoned water 
"running" down the rocks. 

SSOCIATIVITY 

Association (in Latin - connection, association, brotherhood) 

Association of thoughts means causing the occurrence of a 
thought about an object as a result of mentioning or recalling the 
other object, which has been in some connection with the 
previous one, usually by its similarity or difference. 



Cn.05. 

HauuoHajiHM ijeHTap„HeMo", AwicTepflaivi (P. fljaHo) 

(Dnr.05. 

National center Nemo, Amsterdam (R. Piano) 

hmmn://www.i/iowuMaeec.coM/ceapch/HeMo.hmM/] 

yKpaci/iivia. Cch3i/i6i/iji i/itct 3a OBdKdB Ham/iH onawafoa m of\ny- 
MMBa^a CBOflM ce Ha KO/ii/mi/iHy, 6poj Aeia/ba y cn/iiviyjiaMi/iji/i, i/mi/i 
Ha h>i/ixobo i/iCTi/iMaH>e m yjienwaBatoe. 

A hmbo - BOfli/i Ka MMCTepi/io3Hi/iji/iivi TyiviaMeH>i/iivia i/i ofl^yKaivia, 
BepoBaTHO, Ha ocHOBy OTBapa^a HOBor (ceiviaHTi/NKor, 
eaeKKor) npoaopa 3a Befi Bi/ifjeHO, aora je 3a OBaKaB Ham/iH 
onawaHxi w ofl/iym/iBaHxi noipe6HO HajBi/iwe BpeivieHa. 
OceT/bMBOCT 3a OBaKaB flowi/iB/baj i/i ji i/i eaeKKM i/i3pa3 cboam ce 
Ha cnoco6HOQ3a Bi/iweaiojHy w napajie/iHy o6paAy i/iH(|)opiviaMi/ija 
npi/uiMKOM Koje ce nojMOBi/i Koji/i cy npeixoflHO Befi (mm 
cameflaHM, BMfle Ha flpyrw Ham/iH. OBaKaB h3mi/ih acoiji/ijaTi/iBHor 
Bi/it)eHxi HajBMiue ce npi/i6jii/i>KaBa yMeTHi/NKOM. 

AcOUMjaTMBHOCT y yiVieTHOCTM 

yiviemHOcm He nonama eud/bueo, oho whu eud/bueuM {Won K/ie). 

Ilojaivi acoL|i/ijaTi/iBHOCTi/i y yivieTHOCTi/i MO>Ke 6i/iti/i Bi/nue3HaMaH,y 
3aBi/icHocn/i ofl acneKTa cameflaBa^a npo6/ieivia. C jeflHe apaHe, 
nociviaTpaM AO>Ki/iB/baBa (ona>Ka) yivieTHi/NKO fle/io, Tyiviam/i ra Ha 
ocHOBy „MeHTajiHi/ix 011/iKa" Koje cy ycK/iaAi/iwTeHe y yiviy w 
andpaxoBaHe 1/13 npeixo/jHor i/iCKycTBa. OHe fie fli/ipeKTHO 
yTi/maTi/i Ha Ham/iH o6pafle onaweHi/ix i/m(|)opiviaMi/ija, Tj. Ha 
npeno3HaBaH?e oflpet)eHor npe/jivieTa i/mi/i Teivie. C flpyre apaHe, 
yivieTHi/iK MO>Ke fla nyieivi acoMi/ijaqi/ija npeHece nociviaTpaMy 
nopyKy, Koja Bp/io MecTO 36or cneLii/Kjji/iMHOCTi/i yivieTHi/iMKor 
Bi/ifjefoa, MO>Ke 6i/iti/i xepivieTi/iMHa (Kao koa MOflyca). 

3a OBy Teiviy ofl b3>khocti/i je c/iynaj Kafla ce acoqujaMMje 
yivieTHi/iKa y iwafooj i/mi/i Befioj Mepi/i noK/ianajy ca acoMi/ijan/iBHi/iivi 
Bi/ifjeH>eivi nociviaTpaMa, luto npeaaaB/ba jeflHO ofl ochobhi/ix 
ni/rraH>a oflHOca yiwemHUK - yiviemHuwo de/10 - npmanau, 
(nepuiunujeHm). 

C 0631/ipoM fla ce acoqi/ijaTi/iBHOCT Ha/ia3i/i y caivioj cyiuTi/iHi/i 
yivieTHi/iMKor Ham/iHa CTBapa^a, Beoivia je TeiuKO noi/iCTOBen/iTi/i 
oflpefieHM yivieTHMMKM npaBaq ca mck^mmbum no/beivi 
Ae/ioBaHxi acoMMjaTMBHor AO>Ki/iBJbaja. TaKofje, ofl Tpi/i HaBefleHe 
acouMjaTMBHe KaTeropi/ije, flMCTaHTHi/i MOflyc (fl) HajBi/iwe ce 
npi/i6jii/i>KaBa yMeTHi/NKOM Bi/ifjeH>y, jep npeocrajie flBe 
Kaieropi/ije npeflcraBJbajy npi/iiviapaH Ham/iH ona>Kaja 



Cji.06. 

AepoflpoM, JImoh (C. KanaipaBa) 

Fig.06. 

Airport, Lyon (S. Calatrava) 

http://thedenverelementxom/tag/denver-intemational-airport/ 

(fli/ipeKTHi/ije acoqujaMMje). fli/icraHTHi/i MOflyc acoMi/ijan/iBHoai/i y 
HajBefioj Mepi/i je i/i3pa>KeH koa yivieTHi/iMKi/ix CTaBOBa 
KOHL|enTya/ii/i3ivia m cnM6o/iM3Ma, nyieivi anapaxoBafoa o6;ii/iKa 
1/1 nojMOBa - i/iAea/ii/i3aMi/ije. 

ApHxajMOBO {RudolfArnheim) nopefjefoe KopooBe (CamilleCorot) 
„MajKe ca fleieTOM" w MypoBe (Henry Moore) „flBe (|)opivie" to 
Ao6po i/myapyje. Hai/iMe, ApHxajM yKa3yje Ha i/ictobcthoct Teivia 
OBa flBa Ae/ia w pa3Jii/im/iTe Bi/iAOBe acoL|i/ijaTi/iBHOCTi/i Koji/iivia cy 
OHe i/BpaweHe. y 06a npi/iKa3a ocHOBHa Teivia je caoniuTeHa 
CTpyKTypa/iHMM CKe/ieTOM KOMno3i/mi/ije, noBi/ijeHOM <|)i/irypoM 
(iviajKe) Koja ce 3awTi/rmi/NKi/i HaABi/ija Hafl ivia^y 0opMy (jii/ik 
fleieia), Koja je ct3ti/imho noaaB/beHa u 6/iaro lem Befioj 
cJ)oprvni [ApHxajM, 1985). 

AcouiijaTMBHOCT y apxiiTeKTypu 

ripi/iiviepi/i Koji/i Ha afleKBaiaH Ham/iH npe3eHTyjy obo Kpean/iB- 
ho onpefle/befce y apxi/ueKTypi/i Hi/icy tojimko Mecn/i, jep cy y 
Befii/iHi/i c/iynajeBa y nMia^y o6jeKTi/i jaBHor KapaKTepa (My3ejn 7 
KyjiTypHi/i L|eHTpi/i w c^.), Koji/i m/me Mai-bM fleo CBeKKor 
apxi/ueKTOHCKor (|)OHfla. Yo6MMajeHM MeTOflM Koji/iMa ce 
apxi/ueKTi/i Kopi/ide npi/i/ii/i kom CTBapa^a HeKor apxi/ueKTOHCKor 
fle^a cy nojMOBHO w 4>opMa/iHO acoMMpa^e - CTi/i/ii/i3aL|i/ija. 

Cti/i ji 1/133 141/ijci noflpa3yivieBa nociynaK Koji/iM ce nyieivi 
ancTpaxoBaH>a, Tj. nojeflHOCTaB/bMBaH>a npodopa 1/1 o6/iMKa ao 
4>opMa/iHe cyiuTi/iHe, 6e3 Henoipe6Hi/ix fleia/ba, 4>opMnpa 
nomyHO HOBa KOMno3MMMOHa qe^MHa, Koja je pa3/ii/mi/iTa ofl 
npBo6i/iTHor y3opKa, an\/\ Ha Koji/i y Befioj m^m Mafcoj Mepi/i 
noflcefia (Mapufi, 2006). Cn/uii/BaMi/ija cnafla y rpyny 4>opivia J nHi/ix 
acoiji/ijaTi/iBHi/ix MeTOfla, koa Koji/ix ce CTBapa^au 6aBi/i 
i/iHTepnpeTaL|i/ijoivi Bi/i3ye/iHi/ix npeAdaBa. noaynaK nojMOBHor 
acoMMpa^a boam Ka Ay6/bi/iivic(|)epaivia CTBapa/iaMKorAe/iOBafca, 
npi/i/ii/iKOM Mera HacTajy Ae/ia Koja y o6^mkobhom CMMC^y Mory 
6mtm y noTnyHOCTi/i pa3/ii/iMi/iTa y OAHOcy Ha opwrMHa^, an\/\ Koja 
MMajy Ai/idaHTHe, ceiviaHTi/iMKe Be3e ca y3opoivi. 

Me^y ycneiuHe npwiviepe acoqi/ijaTi/iBHOCTi/i Mory ce CBpcian/i 
Ae^a P. fljaHa {Renzo Piano) (c/i. 5) 1/1 Ka^aipaBe (Santiago 
Calatrava) [en. 6), Koji/i Medo y cbom paAy Kopwcie obo 



"5opt)e Aji(|)MpeBMti/Ay31/2011/cTpaHa 3-15/Bn3ye^HM i/i3pa3yapxi/iTeKTypi/i 



Associativity in psychology 

Associations, as a specific form of aesthetic observance or 
decision-making, may occur in several qualitatively different 
ways. Depending on the duration of emotional experience and 
depth of cognitive analysis, there are three types of aesthetic 
observance, i.e. levels of analysis of visual, phenomenal or other 
information, which are involved in the process of associating 
[Ognjenovic, 1997). 

H level - implies a process of phenomenon and shape 
simplification, insisting on a good form and emphasizing the 
rhythm, symmetry and golden section. The main idea of such a 
way of processing is harmony (therefrom the letter H). Cognitive 
processes on which this level of associativity is based are basically 
simpler and faster compared to the other two. 

R level - implies a principle of decoration, redundance, i.e., 
repeated information, as well as enrichment with details and 
ornaments. Sensibility for such a way of observing and decision- 
making is reduced to quantity, number of details in stimulation, 
or to their highlighting and beautifying. 

D level - leads to mysterious interpretations and decisions, 
probably based on opening of new (semantic, aesthetic) space for 
"deja vu". Therefore, such a way of observing and decision-making 
is the most time-consuming. Sensibility for such an emotional 
experience or aesthetic expression is reduced to the ability of 
multi-layered and parallel information processing, whereby 
previously perceived phenomena are perceived in some other 
way. Such a way of associative perception is closest to the artistic 
perception. 

Associativity in art 

Art does not reproduce the visible; rather, it makes visible (Paul Klee). 

The notion of associativity in art may have a multiple meaning 
depending on the aspect from which the problem is perceived. On 
the one hand, the observer experiences (perceives) a work of art 
and interprets it based on "mental images"that are stored in his/ 
her mind and abstracted from the previous experience. They will 
have a direct impact on the way of processing the observed 
information, i.e. on the recognition of a certain object or theme. 
On the other hand, an artist may convey a message to the observer 
through associations which often, due to specific artistic 
perception, may be hermetic (as with D mode). 

The case when the artist's associations coincide to a lesser or 
greater extent with the associative perception of the observer is of 
importance for this theme, and this is actually one of the basic 
issues of the relationship artist- work of art -percipient. 

Considering that associativity is in the very essence of the artistic 
way of creation, it is very difficult to equate a certain art 
movement with the sole field of associative experience action. 
Furthermore, out of the three associative categories, the distant 
mode (D) is closest to artistic perception because the remaining 
two categories represent a primary way of perception (or more 
directly - association). The distant mode of associativity is to a 



greatest extent expressed in artistic stands of conceptualism and 
symbolism through abstracting shapes and phenomena - 
idealization. 

Rudolf Arnheim's comparison ofCamille Corot's "Mother and Child" 
and Henry Moore's "Two Large Forms" best illustrates this. Namely, 
Arnheim points out that the themes of these two works are 
identical. He also points out the different forms of associativity by 
which they are expressed. In both cases, the main theme is 
communicated through the structural skeleton of the composition, 
a reclining figure (mother) which in a protective manner is bending 
over the smaller figure (child), which is statically placed and 
slightly moved towards the bigger form (Arnheim, 1985). 

Associativity in architecture 

Examples that in an adequate way depict this creative orientation 
in architecture are not often found, because, in most cases, it is a 
question of public buildings (museums, cultural centers, etc.), 
which account for a smaller part of the world architecture stock. 
Usual methods employed by architects in creating an architectural 
work are phenomenon and form association - stylization. 

Stylization implies a procedure by which a completely new 
wholeness of the composition, different from the original model 
but resembling it to a lesser or greater extent, is formed without 
unnecessary details through abstraction, i.e. simplification of the 
space and shape by reducing them to formal essence [Marie, 2006). 
Stylization belongs into the group of formal associative methods, 
whereby the creator deals with the interpretation of visual 
perception. The phenomenon association procedure leads to 
deeper spheres of creative action, during which works are created 
that may be completely different compared to the original in the 
sense of their shape, but which have distant, semantic ties with the 
model. 

Among successful examples of associativity are the works of Renzo 
Piano (Fig. 5) and Santiago Calatrava (Fig. 6), who have often 
employed this orientation in their work. The following works may 
also be singled out: the Daniel Libeskind's Jewish Museum in Berlin 
(Fig. 7), which may be considered as an expressive rather than 
associative work, because the associations it carries are distant by 
nature (abstract composition of the train), and the Frank Gehr/s 
Guggenheim Museum in Bilbao (reminiscence of ships and one of 
the ports from which the conquest of the New World has began), as 
well as interpretations of birds with airport buildings, etc. 

In most cases, the form is abstracted to the level of main elements, 
lines or surfaces. In certain examples, and at first glance, it is more 
difficult to realize what is the association which the form carries, 
like in the example of the embassy of Nordic countries (Fig. 8) 
where the common head office has been represented by an 
embracing envelop and thus, unifying the dismembered elements. 



Gi.07. 

JeBpejcKM My3ej, BepniiH (AJlu6ecKiiHA) 

Fig.07. 

Jewish museum, Berlin (D.Libeskind) 

http://www.daniel-libeskind.com/projects/5how-all/ 
jewish-museum-berlin/ 

onpefle/beH>e. TaKol)e, i/i3flBajajy ce: Jli/i6ecKi/mflOB (Daniel 
Libeskind) JeBpejcKi/i My3ej y Bepjii/my (ai. 7), 3a Koji/i 6m ce npe 
Momo pefii/i fla je eKcnpeci/iBHO Hero acoqi/ijaTi/iBHO fle/io, jep cy 
acoMi/ijaqi/ije Koje hoci/i ca co6om fli/iaaHTHe npi/ipo/je (anapaKT- 
Ha KOivino3i/iL|i/ija B03a) m repujeBM (Frank Gehry) TyreHxajivioB 
My3ej y Bi/m6ay (cefiahbe Ha 6poflOBe m jeflHy ofl jiyKa 1/13 Koje cy 
none/ia ocBajaH>a„HoBorcBeTa") m i/iHTepnpeTaqi/ije nTi/iqa, Kafla 
cy aepoflpoMCKe 3rpafle y ni/iTaH>y i/i flp. 

y BeRi/iHi/i c/iynajeBa ce cj^oprvia anapaxyje flo Hi/iBoa ochobhi/ix 
ejieivieHaTa, jii/iHi/ija i/mi/i noBpnii/iHa. y oflpel)eHi/iivi npMMepi/iMa 
je, Ha npBi/i nomefl, Te>Ke flOKym/iTi/i Ha ujTa je o6jii/ikom 
acoMi/ipaHO, Kao KOflaivi6acafle Hopfli/ijcKi/ix3eiviajba (oi. 8), rfleje 
3ajeflHi/mKO ceflMiuTe npeflaaB/beHO onHOM Koja o6aBi/ija m 
yjefli/i^yje pauwjiatoeHe eneivieHTe. 

KCnPECMJA 

EKcnpeci/ija i/mi/i eKcnpeci/iBHOCT (jiaT. expressio - i/i3pa3, 
M3pa>KaBaHje) noflpa3yivieBa jacHO w ayTeHTi/NHO i/icKa3i/iBaHje 
KapaKTepa u jii/nhocti/i i/mfli/iBi/iflye. Hecro je noi/iaoBefii/iBafoe 
eKcnpecMje ca npaBqeivi eKcnpeci/iOHi/i3ivia, KojeM je maBHO 
i/icxofli/iwTe i/i qi/iJb npMKa3MBafce w i/i3pa>KaBaH>e OHora luto je 
yHyTpaLUhbOLuFiy, cpqeivi m flywoivi,„Bi/ifjeHo"i/i flo>Ki/iBJbeHO,Tj. ca 
i/BpawaBafoeivi cy6jeKTMBHi/ix pacno/ioweHxi w ocefia^a, 6e3 
ocBpia Ha KOHBeHMMOHa^He M„o6jeKTMBHe A, BpeflHOCTM, cyflOBe 
i/i i/iCTMHe (ByjaK/iuja, 1970). 

nojaivi eKcnpeci/iBHOCTi/i je y obom TeKdy nociviaTpaH y wi/ipeivi 
KOHTeKdy, c HaiviepoM fla ce o6yxBaie m OHe, Ha npBi/i nomefl 
Mai-be Bi/ifl/bi/iBe iviaHi/i(|)ecTaMi/ije KapaKTepa jii/nhocti/i, Koje cy 
36or CBoje i/iHTpoBepTHe npi/ipo/je e4>eiviepHe. Qora tie fla/be 

6l/ITI/l peMI/l 0 eKCTpOBepTHOj M l/IHTpOBepTHOj eKCnpeCI/IBHOCTI/l, Tj. 

o eKcnpeci/ijaivia npodopa m o6/ii/iKa, mi/icjii/i m i/ifleja. 



Gi.08. 

KoMn/ienc Hopfliijciuix awi6acafla, BepjiiiH (Beprep+riapKiiHeH) 

Fig.08. 

Nordic embassy complex, Berlin (Berger+Parkkinen) 

http://www.arcspace.com/architects/bergerparkkinen/cbmp_index.html 

KapaKTep u TeivinepaivieHT jimmhoctm 

KapaKTep jefli/iHKe oflpefjeH je xapMOHi/mHi/iM oahocom nci/ixe w 
flywe, Tj. CKynoM cbi/ix 4>yHKMi/ija Koje 4>opMnpajy jeflaH 
nci/ixo/iowKi/i Ti/in, Kao m H>eroBOM iviaHi/i(|)ecTaL|i/ijoivi npeivia 
o6jeKTy y okojii/ihi/i, i/mi/i caivioj jefli/iHKi/i Kao o6jeKTy, y Bi/ifly 
AyiueBHe i/i3pa3He (|)opivie - TeivinepaivieHTa (ByjaK/iuja, 1970). 

nci/ixojiOLUKi/i Ti/in, no JyHry (Ctf/7 GustavJung), npeflaaB/ba npi/i- 
Mep i/mi/i o6pa3aM, npeivia KOMe ce Ha KapaKTepi/icTi/waH Ham/iH, 
KOHCTaHTHO i/i3pa>KaBajy ocHOBHe nci/ixojiOLUKe 4>yHKi4i/ije Kao 
ujto cy: Mi/nwbetoe, ocefia^e, oceT (ceH3i/iTi/iBi/iTeT) w i/imyi/iMi/ija, 
MMMe jeflMHKa flo6nja o/ipefjeHO, cneLii/i^i/iMHO o6e/ie>Kje. Ti/inoBi/i 
Koji/i cy 3acH0BaHM Ha obi/im nci/ixo/iowKi/iivi (|)yHKMMjaivia, Mory ce 
Ha3B3Ti/i; Mi/icaoHM, oceRajHM, onawajHi/i (oceTHi/i) u MHTi/iyTi/iBHi/i, 
i/i Mory ce nofle/ii/iTi/i npeivia KBa/iMTeTy Ha: paqi/iOHajiHe (Mi/icaoHi/i 
i/i ocefiajHM) i/i i/i pa L| i/i oh a/i He (occthm m m HTy mti/i bh i/i ) . flpeivia 
KpeTa^y w yciviepeHOCTi/i nci/ixi/NKe eHepn/ije (/ii/i6i/ifla) Mory ce 

nojaBMTI/l KaO eKCTpOBepTHI/l I/MI/I MHTpOBepTHI/l. 

TeivinepaivieHT npeflaaB/ba CKyn KapaKTepi/iCTMKa jeflHe jii/w- 
hoctm, nyTeivi Koji/ix ce MaHi/i^eayje o/jhoc H>eHor nci/ixo/iowKor 
Ti/ma npeivia o6jeKTi/iivia y cno/bawfoocTi/i, Kao u npeivia 
HecBecHOM, Tj. o6jeKTy y yHyTpaimocTi/i (Jym, 2003). Hajno3- 
HaTMja i/i HajMeiuRe Kopi/iwfieHa Ti/mojiori/ija je Xi/moKpaTOBa 
(Hippokrates), npeivia Kojoj ce TeivmepaivieHTi/i Mory noflejii/iTi/i Ha: 
KonepuwH, canzmnmaH, (pneiMamuwH u MenaHXOMiWH. 

Bl/lflOBI/1 eKCnpeCMBHOCTM 

C o63Mpoivi fla je y jii/iTepaTypi/i Beoivia mno nwcaHO o Bi/iflOBi/iivia 
Mspa^aBa^a, y flan>oj aHa/ii/i3i/i oaiOHi/ifieivio ce Ha X^noKpaTOBe 
i/i JyHroBe CTaBOBe o KapaKTepy ^mmhoctm, jep cy joiu yBeK 
aKTye/iHi/i m Hajnoflo6Hnjn 3a nojaujH>eH>e eKcnpeci/iBHi/ix nojaBa. 
HeonxoflHO je pa3rpa h i/im mti/i, fla m ce nojaivi eKcnpecwje oahocm 
Ha TeivinepaivieHT CTBapaoqa m\/\ Ha KapaKTep apxi/iTeKTOHCKor 
fle^a. nMTa^e noBe33HOCTi/i obmx nojivioBa je M3y3eTH0 
KOMn^eKCHO i/i npeBa3M^a3M OKBi/ipe OBor pafla, iviefiyTMM, y 
TeKCTy ce npBeHCTBeHO mcn\/\ Ha KapaKTepHe oco6MHe fle/ia Koje 



XPRESSION 

Expression or expressiveness (Lat. expressio - expression) implies a clear 
and authentic displaying of the character or personality of an individual. 
The expression is often identified with the art movement of expression- 
ism, whose main starting point and aim is to present and express what 
has been "seen" or experienced in the inner eye of the mind, heart and 
soul, i.e. to express the subjective moods and feelings without referring 
to conventional and "objective" values, judgments and truths (Vujaklija, 
1970). 

The notion of expressiveness is herein considered in a wider 
context with the aim to also comprise those, at first glance less 
visible, manifestations of a person's character which are 
ephemeral due to their introvert nature. Therefore, we will discuss 
below the extrovert and introvert expressiveness, i.e. expressions 
of space and shapes, thoughts and ideas. 

Person's character and temperament 

A person's character is determined by a harmonious relationship 
between the psyche and the soul, i.e. a set of functions forming a 
psychological type, as well as its manifestation to the object in 
the surrounding, or to an individual as an object, in the form of 
spiritual expression - temperament {Vujaklija, 1970). 

A psychological type, according to Carl Gustav Jung, represents an 
example or pattern based on which main psychological functions 
such as thinking, feeling, sensation and intuition are continuously 
expressed in a characteristic way, whereby an individual acquires 
certain specific characteristics. Types based on these psychological 
functions are: feeling, thinking, intuitive and sensing types, and 
may be classified according to the quality into: rational (thinking 
and feeling) types and irrational (sensing and intuitive) types. 
According to movement and orientation of psychic energy (libido), 
they may be extrovert or introvert types. 
Temperament is a set of characteristics possessed by a person 
through which the relationship of his/her psychological type is 
manifested to outer objects, as well as to unconscious, i.e. inner 
objects (Jung, 2003). The best known and most often used 
typology is the Hippocrates' typology according to which 
temperaments are classified into: Sanguine, Choleric, Melancholic 
and Phlegmatic. 

Forms of expressiveness 

Given that there is very little literature on the forms of expression, 
we will hereafter rely on the Hippocrates' and Jung's views of a 
person's character because they are still valid and most suitable 
for explaining the expressive phenomena. It is necessary to clarify 
whether the notion of expression refers to the creator's 
temperament or to the character of architectural work. The issue 
of how these phenomena are related is extremely complex and 
beyond the scope of this paper. However, herein, it is primarily the 
matter of "character traits" of the created work, i.e. how it is 
interpreted; which does not explicitly mean that the creator also 
has the same or similar character traits. 
Therefore, we can recognize two main expressive personality 
types: 
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a) Extrovert (choleric and sanguine types); 

b) Introvert (phlegmatic and melancholic types). 

The notion of choleric could imply a fierce and energetic 
expression (Fig. 9), with a great dose of exaggeration and angry 
and aggressive release of energy, due to which the shape becomes 
crumpled, broken, split or cracked, whereby the edges and 
fractures are brought to the fore as a main composing motive 
(Palmier, 1 995). Creation is spontaneous and accompanied with a 
large amount of coincidence, with very little or no meaning. An 
excessive extroversion is mostly initiated by a strong desire for 
putting one's self forward in relation to the surrounding - 
principle of contrast. Rhythmicity, as any other repetition, almost 
does not exist as it disturbs the unique quality of visual expression. 
Dramatic and energetic quality is additionally intensified by the 
contrast of colors. 

Sanguine expression is cheerful, moderate and optimistic (Fig. 
10), where liveliness and delightfulness of shape and space are 
brought into the fore (Hrnjica, 1994). Expression of energy is 
controlled with occasional accentuation, which by its nature may 
be in the heat of the moment. Extroversion is a natural tendency 
by which an object opens itself towards its surrounding and 
engages in dialogue with it. Some of the main characteristics of 
this expression are expressions of naturalness and the 
spontaneous and arrhythmic composition which emphasizes a 
playful form. The use of colors and materials is also in accordance 
with the above stated. 

It seems that the notion of phlegmatic is the farthest from 
expressiveness. However, if there is a notion of expression of 
thought, then anybody could be related to the phlegmatic 
expression which, by its nature and at first glance, seems 
expressionless (Fig. 11). It is characterized by a minimal and 
visually barely noticeable expression of energy, while a great and 
"unarticulated" power of thoughts and ideas, which is sometimes 
felt in the power of gesture, lies in its essence. Natural introversion 
leads to deliberation and accentuation of a concept and idea over 
objectivity (Jung, 2003). Abstraction, as well as the need for 
harmony and meaning, to a great extent contributes to 
mystification and thoughtfulness of statement. Colorism is 
reduced and most often based on symbols. 

Melancholic type is the opposite of sanguine type and is 
characterized by deep and very strong feelings which are 
pessimistic by their nature. Emptiness and reduction to ultimate 
reality-limit (Fig. 12), as well as the need for introversion, are 
deeply rooted in this expression and represent a prime "moving 
force", because the static quality and extra-temporal existence lie 
in the essence of this expression. The power of melancholy 
emotions is expressed in excessive abstraction and dema- 
terialization, but not uncommonly, the monumental emotions 
also occur as a thoughtful and formative counterpart. The use of 
colorism almost does not exist, or occurs to a lesser extent, in the 
form of a cold color tone scale. 
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Cji.9. 

CraTa Liemap, MI/IT (0. Tepu) 

Fig. 9. 

Stata center, MIT (F.Gehry) 

http://www.flickr.com/photos/atelier79033/2769238162/ 



Gi.10. 

"Wozoco"anapTMami, AwicTepflaM (MBPflB) 

Fig. 10. 

Wozoco apartments, Amsterdam (MVRDV) 

http://scophy.com/category/orchitecture-mondQys/ 



je QBopeHO, Tj. KaKO ce oho Tyiviam/i, luto He Mopa eKcn/ii/iL|i/iTHO 
Ma 3H3MI/I fla CTBapa/iaij TaKot)e Heivia i/icre i/ijii/i aii/NHe 
KapaKTepHe oco6i/iHe. 

npeivia TOMe, Moweivio npeno3H3Ti/i flB3 ocHOBHa Ti/iri3 
eKcnpeci/iBHOCTi/i: 

a) GKCTpOBGpTHd (KOJiepi/NHa l/l C3HrBI/IHI/NH3); 

6) MHTpoBepTHa ((|)jieriviaTMMHa m iN/ie/iaHxojii/iMHa). 

flofl nojMOM KO/iepiiHHor Morao 61/1 ce CM3Tp3Ti/i >KeaoK i/i 
eHepn/maH i/i3p33 (ai. 9), ca Bejii/iKOM fl030M npeiepaHOCTM, 
6ecHi/iM m arpecMBHMM np3>KH>eH>eM eHepn/ije, npi/uii/iKOM Mera 
ce o6jii/ik ry>KB3, jiomi/i, qena i/ijii/i nyqa, m/iivie ce i/iBi/me i/i 
(|)paKTypa i/icn/my y npBi/i n/iaH Kao ochobhi/i moti/ibi/i kom- 
noHOBafoa [flcuiMuje, 1995). CTBapa^e je cnomcmo i/i npafieHO 
Be/iMKOM ko/ii/imi/ihom oiyMajHOCTi/i, ca Beoivia msjio i/i ji i/i 6e3 
3HaMeHja. flpeKoiviepHa eKapoBep3i/ij3 y ymaBHOM i/iHi/iL|i/ipaHa 
jaKOM we/boivi 3a MCTMqahbeivi y oflHOcy Ha OKO/iMHy -npi/iHiji/in 
KOHTpacTMpafca. Pi/itmi/nhoct, Kao i/i 6mo k3kbo noH3BJb3H>e, 
totobo fla He noaoje, jep HapyiuaBajy yHi/iKaTHOCT Bi/i3ye;iHor 
M3pa3a. flpaiviaTMMHOCT i/i eHepri/iMHOCT flOflaTHO ce nojanaBajy 
KOHTpacTi/iivia 6oja. 

CaHrBMHMHaH M3pa3 je Beceo, yiviepeH i/i onTi/iMi/iCTi/maH (ai. 
10), y npBOM rvi3Hy je >Ki/iBaxHOCT i/i p33i/irp3Hoa o6jii/ik3 i/i 
npodopa [Xptbuuia, 1994). Hcno/b3B3H>e eHepmje je 
KOHTpo^McaHO, ca noBpeivieHMM aKqeHTMpahbeivi Koje MO>Ke 6i/iti/i 
ac|)eKTi/iBHe npMpofle. EKCTpoBepTHOCT je npi/ipoflH3 TeHfleHiji/ija 
KojoM ce o6jeKaT OTBapa npeivia okojii/ihi/i i/i boai/i fli/ij3Jior ca 
h>om. HeKe ofl r/iaBHi/ix o/yii/iKa OBor i/i3p333 cy i/iCK33i/iB3H>e 



npi/ipoflHOCTM i/i cnoHTaHa i/i api/uivii/iMHa KOMno3MMMja KojoM ce 
HamaiuaBa p33i/irp3Hocr (|)opivie. Kopi/wjfieH>e 6oja i/i M3Tepi/ij3Ji3 
je, TaKofje, y CK/i3fly ca npeixoflHO H3BefleHi/iM. 

Hi/ihi/i ce fla je nojaivi (|>neriviaTMHHor Hajflan>e ofl eKcnpe- 
ci/ibhocti/i, MeI)yTMivi, aKO noaoji/i nojaivi eKcnpeci/ije mi/icjii/i, OHfla 
6m ce CB3K3K0 Morao Be33Ti/i 33 (j)/ierM3Ti/iM3H M3p33, Koji/i no 
CBojoj npi/ipofli/i, H3 npBi/i nomefl, fle/iyje 6e3M3pa>KajH0 (c/i. 11). 
Ofl/iMKyje ce mi/ihi/im3jihi/im i/i Bi/i3ye/iH0 jeflB3 npi/iMeTHi/iM 
i/iCK33i/iB3H>eivi eHepri/ije, aok y H>eroBoj cy luti/i h i/i jioki/i Be/ii/iK3 i/i 
„HeMCK333H3 ,A CH3r3 mi/icjii/i i/i Mflejs, Koj3 ce nOHeK3fl ocefi3 y 

j3MI/IHI/l nOTe33. flpi/ip0flH3 l/IHTpOBep3l/lj3 BOfll/l K3 npOMI/IW- 

jbeHOCTi/i i/i i/iai/iM3H>y K0HMenT3 i/i Mfleje i/bhsa o6jeKTi/iBHor 
(JyHi, 2003). AncTp3X0B3H?e, kso i/i noTpe63 33 xapMOHMjoivi, 

CKJ13flOM I/I 3H3MeH>eM, y Be/1 I/I KOj Mepi/I flOnpi/IHOCI/l MI/ICTI/I- 
(|)l/IKdL|l/ljl/l I/I MI/IC30H0CTI/I I/ICK333. K0J10pi/ICTI/IK3 je CBefleH3 I/I 
H3jMeiuRe33CH0B3H3 H3 CI/IM60J1I/IM3. 

Me/iaHxo/iMMHO je ono3i/iT cshtbi/ihi/imhom i/i ofljiMKyje ce 
Ay6oKi/iM i/i BeoM3 j3Ki/iM oceti3fcMM3 neci/iMi/iCTi/iMHe npi/ipofle. 

flp33HI/IH3 I/I CBefleHOCT flO KpajhbMX rpdHML^d (CJ1. 12), K30 I/I 

noTpe63 33 i/iHTpoBep3i/ijoivi y obom M3p33y cy fly6oKO yKopefoeHi/i 
i/i npeflCT3Bn>3jy ocHOBHe„noKpeT3Me", jep je y cyiuTi/iHi/i i/i3p333 

CT3TI/IMH0CT I/I B3HBpeMeHCK0 n0CT0j3H>e. J3MI/IH3 C6THI/IX eMOLJI/ljS 

i/iCK33yje ce npeKOMepHi/iM ancTpaxoBahbeM i/i fleM3Tepi/i- 

j3JlM33MMjOM, 3J1I/I Ce HepeTKO j3BJb3 I/I M0HyMeHT3JlH0CT K30 
MI/IC30HI/I I/I 06/l I/I KOB HI/I n3Hfl3H. Kopi/IUjfieH>e K0J10pi/IT3 TOTOBO 

A3 He noaoji/i, i/i ji i/i ce j3B/b3 y M3Hjoj Mepi/i, y Bi/ifly x/i3flHe CK3/ie 

T0H0B3. 
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Cji.11. 

FlopTyrajiCKM naBWbOH, Jluca6oH 

(A.CM33) 

Fig.11. 

Portugal pavilion, Lisbon (A. Siza) 

http://www.mimoQ.eu/projects/ 

Portugal/Lisbon/Pavilion%20of%20 

Portugal 



Gi.12. 

YnpaBHa 3rpafla fliiop-a, 
Tokmo (CegiiMa & 
Huujii3aBa) 

Fig.12. 

Dior building, Tokyo (Sejima 
& Nishizawa) 

http://ookaboo.eom/o/pictures/ 
topic/209261 23/SANAA 



Expression in art 

Most of the authors dealing with art criticism equate the notion 
of expressiveness with the art movement of expressionism, 
which has not been only an art movement, but a vision of the 
world with hopes, dreams and hatred. It has actually been a 
special sensibility. In order to make a clear distinction between 
these two phenomena, it is necessary to explain the main 
characteristics of this art movement. 
The very origin of the notion of expressionism is quite unclear. It 
emerged for the first time around 1850 (hit's Edinburgh 
Magazine), describing expressionists as those "who wish to 
express a particular emotion" {Palmier, 1995). It has often been 
the case that works of artists such as Henri Matisse, Wassily 
Kandinsky, Georges Braque and Pablo Picasso, having some 
features of expressionism, have been called expressionistic 
artworks, and this has led to confusion. In France, artists with 
expressive elements in their works have been called "cubist 
artists" or "fauvists", while in Germany they have been called the 
"expressionists", and in Italy the "futurist artists". Kandinsky, for 
example, makes a difference between his Expressionist period 
and Cubist period and the period of transition to abstract art, 
while the same phenomenon has also been observed with other 
artists - visual characteristics of their works have been changed 
(they belonged to some other art movement) but the kind of 
expression, i.e. expressive features, have not been changed. 
It is definitely certain that the term "expressionism" primarily 
refers to works which have been considered to be reactionary in 



the time when created and to works with rather clearly defined 
attitudes towards themes and techniques (fierceness of 
expression, denial of reality, abstraction, high intensity of colors 
and lighting, furrowing, breaking, tearing), while a work which is 
authentic and recognizable and which expresses the essence of 
an artist's personality and character may be called an expressive 
work in its more general meaning. 
If we consider things in this way, we will notice that the 
phenomenon of expressiveness has existed in art since ancient 
times, having culminated in a unique art movement - 
expressionism in the beginning of 20th century. 
In this context, we can say that certain works of Rembrandt, 
Caravaggio, Jusepe de Ribera, J. M. W. Turner, Caspar Friedrich 
David, or El Greco represent spiritual precursors to expressionism 
given that they possess a high level of expressiveness. We can 
also conclude that notions of expressionism and expressiveness 
also imply expression of thoughts and ideas, and not only 
expression of emotions. 

g) Expression in architecture 

Expressionism in architecture occurred somewhat later than in 
other arts (around 1913), although the idea of glass and steel 
architecture was promoted earlier (in the mid-1 9th century). 
Evidently, there is a similarity between expressionism {Glass 
Pavilion designed by Bruno Taut and Crystal Crown designed by 
Hans Poelzig) and Gothic architecture which has emerged out of 
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EKcnpecuja y yn/ieTHOCTi/i 

BefiMHa ayiopa Koji/i ce 6aBe kpmtmkom yivieTHOCTi/i nojaivi 
eKcnpeci/iBHOcm noMCTOBefiyje ca noKpeTOM eKcnpecM0HM3Ma, 
Koji/i 3anpaB0 w HMje 6mo caivio ymcthmmkm noKpeT, Hero Bi/i3i/ija 
CBeia ca Haflaivia, CHOBMivia u Mpwfoaivia, 6mo je jeflaH noce6aH 
ceH3i/i6i/iJii/iTeT. fla 6m ce HanpaBM/ia jacHa fli/icTi/iHKL|i/ija M3Mefjy 
OBa flBa nojivia HeonxoflHO je yKpaTKO o6jacm/iTi/i ocHOBHe 
KapaKTepi/iCTi/iKe OBor yivieTHi/iMKor npaBqa. 

Caivio nopeK/io nojMa„eKcnpecMOHM3aM"Aoaa je HejacHO. llpBi/i 
nyT ce jaB/ba oko 1850. rofli/me (Tait's Edinburgh Magazine), 
03HaMaBajytiM eKcnpeci/iOHi/icre Kao OHe „Koji/i >Ke/ie fla M3pa3e 
noce6He eiviOMMje" (fla/iMuje, 1995). Hea je 6mo c/iynaj fla cy 
fle/ia yivieTHi/iKa Kao luto cy MaTMC (Henri Matisse), KaHfli/mcKi/i 
(BaaiJiuu KaHduHCKuu), BpaK (Georges Braque) i/i flMKaco (Pablo 
Picasso), Koja cy i/iiviajia HeKe ofl ofl/ii/iKa eKcnpeci/iBHOCTi/i, 
Hd3i/iBdHa eKcnpeci/ioHi/icTi/iMKi/iM, ujTO je flOBOfli/vio flo 3a6yHe. y 
OpaHMycKoj cy yivieTHi/iL|i/i ca e/ieivieHTMMa eKcnpeci/iBHOCTi/i y 

CBOM M3pa3y Hd3MBdHM „Ky6MCTMMa" l/l /l l/l „(|)OBMCTMMa", y 

HeiviaMKoj „eKcnpeci/iOHi/iai/iivia'', a y MTajinjn „(|)yTypMCMMa". 
KaHfli/mcKi/i Hnp. pa3/iMKyje CBoj CKcn peci/iOH i/icti/im ki/i nepi/iofl ofl 
Ky6i/iCTi/iMKor m ofl npe/iacKa Ha ancipaKTHy yivieTHOCT, aok ce 
c/ii/iMHa nojaBa jaB/ba i/i koa Apymx yivieTHi/iKa - i-bi/ixoBa Ae/ia 
ivie^ajy CBoje /li/iKOBHe KapaKTepi/iCTi/iKe (npMnaflajy ApyroM 
npaBqy), a He ivie^ajy Bpciy M3pa3a, Tj. i/BpawajHe 
KapaKTepi/idi/iKe. 

CacBi/iM je i/i3BecH0 Aa ce TepMi/m eKcnpecM0HM3aivi npBeHCTBeHO 
oahocm Ha fle/ia Koja cy civiaipaHa peaKMi/iOHapHi/iM 3a nepMOA 
CBor HacTaHKa i/i Koja cy mvia/ia npi/i/i i/im ho jacHO A^MHMcaHe 
daBOBey nomeAy Teivia m TexHi/iKa (>Kecn/iHa M3pa3a, nopuqahbe 
pea/iHOCTi/i, anapaKLji/ija, >KecTi/iHa 6oja w ocBeT/beH>a, 6pa3- 
AaH>e, /iOMH>eH>e, KMAafce), aok ce eKcnpeci/iBHi/iM, y onurmjeivi 
3HaMeHjy, MO>Ke Ha3B3Ti/i f\eno Koje je ayieHTi/NHO, npeno3- 
Haubi/iBO i/i M3pa>KaBa cywTi/my jii/nhocti/i w KapaKTepa yivieTHi/iKa. 

Yko/imko CTBapi/i nocTaBMMO Ha OBaKaB Ham/iH, npi/iMen/ifieivio Aa 
4>eHOMeH eKcnpeci/iBHOCTi/i er3Mcmpa y yivieTHOCTi/i oa A^BHMHa, 
Aa 6m noMeTKOM 20. BeKa KyjiMMHMpao y jeAMHCTBeH yivieTHMMKM 
noKpeT - eKcnpecM0HM3aM. 

y tom KOHTeKcry, MO>Keivio pefiM Aa m OApefjeHa fle/ia Peivi6paHTa 
(Rembrandt), KapaBafja (Caravaggio), fle PM6epe (Jusepe de 
Ribera), TapHepa (J. M. W. Turner), K. (D. flaBMAa (Caspar Friedrich 
David) mjim E/i TpeKa (El Greco), npeAcraB/bajy AyxoBHe npeiene 
eKcnpecM0HM3Ma, o63Mpoivi A3 noceAyjy bmcok aeneH 

eKCIipeCMBHOCTM, a TaKOfje MO>KeMO 33K/byMMTM A3 nojMOBM 

eKcnpecM0HM3Ma m eKcnpecMBHOCTM noApa3yivieBajy m M3pa- 
waBafoe mmcjim m MAeja, a He caivio M3pa>KaBaH>e eiviOMMja. 

EKcnpecuja y apxi/rreKTypii 

EKcnpecM0HM3aM ce y apxMTeKTypM jaB/ba HeiuTO KacHMje Hero y 
oda/iMM yivieTHOCTMivia (oko 1913. roA.), MaKO je MAeja o 
apxMTeKTypM Me/iMKa m aaK/ia npoMOBi/icaina 3H3tho paHMje 
(cpeAMHOivi19.B.). 

EBMAeHTHa je c/immhoct eKcnpecM0HM3Ma (CmaK/ieHu naeu/bOH 
B. TayTa (Bruno Taut) m Kpucmanua xpyua X. fle/ii^ra (Hans 



Poelzig) m roTMMKe apxMTeKType, Koja ce jaBM/ia M3 Ay6oKor 
noiuTOBafea npeivia toimmkom fleMaTepnja/in30BaH0M 6nfiy m 
cpeA^OBeKOBHOM rpafieBMHapcTBy, Kao M3pa3y enoxe 3aAojeHe 

AyXOM M MeT3(|)l/l3l/IK0M. 

M3pa3MTe npMMepe eKcnpecMBHOCTM y apxMTeKTypM 
npeAcraB/bajy Ae/ia roTMKe, 6apoKa, MeiuKor Ky6M3Ma, ceqecMje 
m eKcnpecMOHM3Ma, na CBe ao caBpeivieHMx npMMepa hi-tech-a m 
AeKOHCTpyKMMje. 

MeI}yTMM, nopeA HaBeAeHMx npMMepa, nocTojM MMTaBa 06/iacT 
apxMTeKTOHCKor CTBapa/iawTBa, Koja y eKcnpecMBHOM civiMC/iy 
HMje to/imko OMMr/ieAHa, jep je 3acH0BaHa Ha MMcaoHOM m 
nojMOBHOM M3pa>KaBaH>y (BacuncKu, 2008). OBaKaB bma 
M3pa>KaBaH5a noceflyje senmy HeMCKa3aHy eHepri/ijy Koja ocTaje 
cnyTaHa OKOBMMa MaTepMja/iHor. llpMiviepM OBaKBor 
CTBapa^aiuTBa Mory ce HatiM y npaBMMivia koh LjeriTya/i M3Ma A 

CMM60^M3Ma M MMHMM3/1M3M3. 

3aKJbynaK 

AH3^M3Mp3jyRM 0CH0B3H0CT PMAOBMX TBPAHjM 0 n0CT0j3H>y 

ochobhmx ctb3P3^3mkmx onpeAe/beHxi y yivieTHOCTM (pea/iM3Ma, 
MAea/iM3Ma m eKcnpecM0HM3Ma) A Koja cy 6a3MpaHa Ha 
ejieMemapHMM bmaobmm3 onawafca koa HOBeKa (nepqenMMjM, 

MHTyMMMjM M eMOLJMjM), HeOCnopHO Ce A0/133M AO 33KJbyMK3 A3 

nocTojM pe^nau^ja M3MeT3y obmx onpeAe/beHxi m ochobhmx 
caBpeivieHMx apxMTeKTOHCKMx TeHAeHMMja y CBeTy, Koje je Kao 
Te3y nocTaBMoH.IJeHKC. 

KoivinapaMMja Pmaobmx m U^hkcobmx CTaBOBa aoboam ao 
c^eAetiMX3aK^yMaKa: 

1. JeAHO oa ochobhmx CTBapa/iaMKMx onpeAe/beHxi, Koje ce 
jaB/ba y yivieTHOCTM peanuma (Pma), a npMcyTHO je m y 
mpaduuiuoHa/iucmuwuM TeHAeqMjaivia y apxMTeKTypM (IJeHKc) 

jeCTe MMMMKpMMaH M3pa3 M^M MUMe3UC. 

2. MAeajiM3aM y yivieTHOCTM (Pma) m paL|MOHa/iMCTMMKe 
TeHAeHMMje y apxMTeKTypM (IJeHKc), 3acH0BaHe cy Ha acoqM- 

jaTMBHOCTM. 

3. EKcnpecM0HM3aM y yivieTHOCTM (Pma) m KpeaTMBMCTMMKe 
TeHAeHMMje y apxMTeKTypM (IJeHKc), 3acH0BaHe cy Ha eKcnpe- 
cmbhoctm Kao CTBapa/iaMKOM onpeAe/betoy. 



"5opt)e Aji(|)MpeBMti/Ay31/2011/cTpaHa 3-15/Bn3ye^HM i/i3pa3yapxi/iTeKTypi/i 



deep respect to the Gothic dematerialized being and medieval 
architecture, as an expression of the epoch imbued with the spirit 
and metaphysics. 

Prominent examples of expressiveness in architecture are works 
created during the Gothic and Baroque periods, periods of Czech 
Cubism, the Secession and Expressionism, up to the contemporary 
examples of hi-tech and deconstruction. 

However, besides the listed examples, there is an entire field of 
architectural creativity which, in terms of expression, is not that 
much obvious because it is based on thoughtful and phenomenal 
expression [Vasilski, 2008). Such form of expression has a great 
unuttered power which remains hampered by the frameworks of 
the material. Examples of such creativity may be found in 
movements of conceptualism, symbolism and minimalism. 



Conclusion 

Analyzing the grounds of Read's assertions regarding the 
existence of creative orientations in art (realism, idealism and 
expressionism), which are based on the elementary forms of 
perception in humans (perception, intuition and emotion), we 
come to a direct conclusion that there is a relationship between 
these orientations and the main contemporary architectural 
tendencies in the world, which Charles Jenks set up as a thesis. 

By comparing Read's and Jencks' views, the following conclusion 
may be drawn: 

1. One of the main creative orientations occurring in the art of 
Realism (Read), also present in traditionolistic tendencies in 
architecture (Jencks) is a mimicric expression or mimesis. 

2. Idealism in art (Read) and rationalistic tendencies in 
architecture (Jencks) are based on associativity. 

3. Expressionism in art (Read) and creativist tendencies in 
architecture (Jencks) are based on expressiveness as a 
creative orientation. 
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